"FREUD" ON THE AMERICAN STAGE N. BRYLLION FAGIN The Johns Hopkins University
Modern psychology, and especially that phase of it known as psychoanalysis, is so vast and complicated a field of study, that it requires great courage, if not downright foolhardiness, for an unprofessional to venture into its indistinctly delimited confines. Moreover, influences of any science upon literature can never be traced with any measure of exactitude; one deals mostly with indications, hints, and plausibilities and one arrives at inductions and deductions which cannot always be tested objectively. Yet, in the case of recent American drama, the indications of the influence of psychoanalysis, and of modern psychological theory in general, are so numerous and of so unmistakable a nature that one feels justified in making an attempt to describe and understand them and to use them as a basis for some conclusions-which of necessity must as yet be tentative-on the changes that the American drama and the American stage have undergone in the past three or four decades.
It is necessary to call attention to the quotation marks which enclose the first word of the title of this paper. The word stands for the name of the Austrian physician who was the founder of psychoanalysis; but as used here it also stands for the whole school of psychoanalytic theory which, stemming from Freud's researches and writings, has sprouted in various directions. Playwrights, being but laymen, have not always differentiated between the theories of Freud and those of his many disciples, some of whom have added to, modified, and even radically diverged from the findings and teachings of the master.
Yet the blame cannot be placed entirely upon our playwrights; it is their function to record the mind and temper of the people of their day, and it is the people of our day, whose drama the playwrights create, for whom "Freud"-again in the loose sense of the term-is the prophet. The language of modern psychology has become the idiom of the people, and the playwright has accepted it as readily as he accepts regional or racial dialects and the various jargons of the classes and the masses. As a recorder of usage he has not always felt it necessary to differentiate between Freud's concept of the libido as one urge and Jung's concept of the libido as several urges, or between Freud's personal unconscious and Jung's collective unconscious; nor has he felt it necessary to credit Adler rather than Freud with the terms "inferiority" and "superiority" in connection with certain psychological complexes, or, again, to credit Jung rather than Freud with the terms "introvert" and "extrovert" as applied to two major psychological types of personality. Furthermore, in most cases, it is impossible to know whether a playwright has received the impact of modern psychology directly from Sigmund Freud or indirectly from his expounders. In any case, in the popular mind, and in the minds of most of our playwrights, the writings of Freud, Brill, Zilboorg, Jung, Adler, Jones, Rank, Fromm, Homey, Sullivan, and a hundred others have coalesced and have created a kind of murky background against which to judge and depict human personality. In any case, also, no less an expounder of Freud than Pat- The play is too familiar to need detailed retelling, but it may be helpful to recall the principal incidents in the life of Liza Elliott, its heroine. Liza is in her early thirties and plain "to the point of austerity," Mr. Hart emphasizes. She has been the successful editor of Allure, a smart fashion magazine, and the mistress of its owner, Kendall Nesbitt. Just as Kendall is about to divorce his wife and marry Liza, an event which Liza had looked forward to with elation, she finds herself harassed by fear and anxiety, by spells of depression, and by inability to concentrate and make decisions. She consults Dr. Brooks, who places her on a couch, picks up a writing pad and pencil, pulls up a chair, and tells her to let her thoughts take her where they list.
They take her to Park Avenue where twelve male admirers serenade her loveliness; a sable coat is delivered to Miss Elliott; a long-stemmed rose arrives with a card from his Royal Highness, the French Pretender; her chauffeur steps forth to sing "When in silks our Liza goes . . ."; and her maid steps forth to sing of Liza's popularity with writers, musicians, artists, and Yale and Harvard boys. The scenes of her popularity increase in speed and gaiety, until we suddenly return to the Doctor's office. We do not need to wait for the Doctor's interpretation of these fancies; it is clear that in the realm of phantasy Liza is both glamorous and popular.
And now, back in the realm of reality, Randy Curtis, a Hollywood Apollo, has fallen in love with Liza and wants to marry her. Again in the Doctor's office, her thoughts take her to her high school days: playing tennis, acting as cheer leader, reading Dickens, drawing cartoons of her teachers. And then she, this high-school girl, is going to be married to Kendall Nesbitt. They are buying a ring and the salesman is Charley Johnson, who in real life is the advertising manager of Allure and given to wisecracking at the expense of his "Boss Lady." Now Charley offers her a small golden dagger in place of the ring he is supposed to sell her. Suddenly she finds herself dancing with Randy Curtis and, then, with Charley Johnson.
These alternating scenes of reality and fantasy increase in complexity, until we learn that Liza was a homely child, that she hated her mother, that she resented being plain and intellectual and self-supporting, that she wanted dates and compliments and glamorous clothes and a man upon whom she could lean. Randy, labeled by Liza's receptionist "a beautiful hunk of man," turns out to be a weak boy with a mother complex; Kendall, it now appears, has always been henpecked and ineffectual; only Charley Johnson is strong, self-reliant and selfassertive. He presents himself as the solution of Liza's problem and she is happy to accept him, and to abdicate her power over the magazine to him. But perhaps plays like The Beggar on Horseback were more flattering to an audience, since the interpretation of the "visions" was left to the audience rather than to Dr. Brooks. The Beggar was a real dream play, in that the hero, the talented poor young man who is tempted to marry a banker's daughter, actually falls asleep. In his dream we are given an expressionistic nightmare; his fears are translated in terms of twelve butlers, of cash registers, ticker tapes, lorgnettes, and his playing of his music for the banker's family and their guests and his being tried solemnly before a jury on the charge of his having killed all the members of his new family because they interfered with his music. In that year he wrote The Great God Brown, using masks to indicate duality of personality, and a complicated scheme of symbols to indicate various basic drives. The hero, whose very name is compounded of Dionysus and St. Anthony, or sensuousness and asceticism, is an artist driven to drunkenness and neuroticism by a materialistic world. An added factor in Dion Anthony's torment is his mother-fixation. The Great God Brown is one of O'Neill's most ambitious dramatic experiments and deserves detailed study on the part of the psychologically-minded literary investigator, but in a paper of limited scope, such as this, it is impossible to do more than indicate the general nature of its major motivation, which is that of the split personality.
The use of masks in The Great God Brown having proved too cumbersome on the stage, O'Neill decided to use a simpler device in Strange Interlude (1928). The various facets of the heroine's personality are projected by means of stylized soliloquy-asides which reveal the innermost thoughts of the character. Nina Leeds, frustrated by the death of her lover, is oppressed by a sense of guilt at not having become his before he went off to war. She finds only fragments of gratification in other men, because she herself has only the fragments of a woman to offer to the several men who love her. Only when she has grown old enough to have passed the strange interlude of sexual compulsions is she content to settle down with Charlie Marsden-who is reminiscent of her fatherand to "rot in peace."
Still another device was used in Mourning Becomes Electra, that of a mask-like make-up to hide the inner turmoil beneath a faSade of outer repose. In a later play, Days Without End, (1934), O'Neill adopted the device of employing two actors to convey two parts of the same personality, the hero, John Loving, being split into "John," the seeker after faith, and "Loving," the sceptic, the scoffer, who prevents John from finding faith. The conflict between the two is resolved only by the conquest and death of "Loving."
In the last of his dramaturgic leviathans to be produced, The Iceman Cometh, O'Neill's proccupation with Freudian complexes is still discernible. His creatures that once were men have all come to the last stop, Harry Hope's allegorical tavern and doss-house; reality has proved too strong for them and it is easier to escape in drink and "pipedreams"; they resort to all the four ways of escaping anxiety described by Karen Horney4: rationalization, denial, narcotization, and avoidance of reality. professor of psychology, and announces that the place has been requisitioned. The home is in a suburb near the water and the killer and his mob need it for purposes of receiving a shipload of contraband goods from Canada. The professor is assured that he and his family will not be molested as long as they behave discreetly. During the hours of waiting the professor involves the killer in conversations which gently probe into his past, beginning with his childhood. He uncovers a sordid environment, a brutal father of whom the boy was jeal-ous, an accumulation of resentment, and a blind fury to strike out against a menacing world. In the end, the killer is revealed as a frightened adolescent who kills because he is terror-stricken. This modified psychoanalysis results in the suicide of the killer, no doubt an easy way on the part of the playwright to achieve a denouement. Nevertheless Blind Alley is a weightier and fresher murder thriller than the stage had seen before playwrights began to read about the unconscious impulsions to crime. It is even, to some extent, a corrective to the purely economic doctrine of the causes of crime underlying such a Pulitzer-Prize melodrama as Kingsley's Dead End.
Two more recent plays deserve consideration because they are dramatizations of the mechanism of escape into fantasy. Elmer Rice's popular Dream Girl portrays the mind of an ordinary, almost commonplace girl, whose father is absorbed in his work and whose mother is absorbed in the reading of such novels as Forever Opal. The girl escapes from her isolation and the humdrum of her life in day-dreams. She fancies herself in love with her brother-in-law; but she also imagines herself eloping with a rou6 to Mexico, where she is seranaded by torrid gentlemen; of becoming a great actress and scoring a triumph as Portia in The Merchant of Venice; of becoming a prostitute; and of shooting down her seducer and securing an acquittal from a jury of twelve good men and true who are impressed by her display of a shapely knee. In actual reality she finally marries a drama critic who turns sports writer in order to support her in the style in which she is accustomed to live. 
